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| f | L :i, - Q'_}“-Abstract-;* B e
'. ) | . | .,: QRPN . N A ) - .\' e _},___ o ’_-
. . 4 ' This report summarizes the content and eractical procedures of a

R ‘i“aseries.of lecturé-performances in different arts, produced by Project
& 'Zero for a "target dtidience" of students, faculty, and staff of the
- Harvard Graduate-School of Education. -Thelecture-performance offers
- -an alternativegto'the-donﬁnant”and largely unexamined assumption that
_‘the ‘best way to-build alert audiences .is to produce skilled amateurs.
_ _;;{ﬁpvqbal of the series was to-expose the artist at work, so vividly
- ~ "“that the audienceé would be caught uo in the artist's process of explor-:
o - < ing and choosing between alternative ideas and means of expression.
. g One effect of ‘thus sharing the artist's.thinking is new awareness of
8 he discriminations gross and subtle that 1ie behind any successful. _
S - &rt work. Artists usually demonstrated alternative aporoaches to the .
= . same subject, presented-and’ disclssed some unfinished works., and ,
. included some successful finished works. -Four other features common.
SRR to the three-year series were (1) -lecture@performances were specifi-:
‘ cally ‘commissioned from recoanized artists; (2) programs were to be
‘ neithet exclysively-performance and "efitertainment” nor instruction
%7 and "lecture™; (3) each program involved imaginative use of audio-
S 2ar o . visual hardwalre; and (4) the tarcet audience remained the same. through--
S out theiseries. - Descriptions of the-dozen presentations' conclude . the
CRREE author's case that to become an "audience" is a responsible vocation
’ .+ requiring special preparation. Proverly commissioned and managed, .

“légtyre-performances can help.prepare various publics' for a creative

«fole as audience. . x
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Frank Lloyd Dent holds a B.A. in Philosoohy ‘and History from Rice

~ University, a B.D. in Church History from the Yale Divinity School, -

.and an M.A. in American History from Harvard.Univérsity. A continuing
interest in manag®rial -and production aspects of -theater and dance led.
~to his management of Harvard Project Zero's "Art in the Making" lecture
‘performance ‘series gt the Harvard Graduate School of Education for -

» two years. His present position as Executive Director of the Rice, '~

. University Alumni Association allows him to widen his efforts in the
field pf public edugation for special adult audiences, and to continue:
his work with lecturezperformances through the Harvard Summer School, :
in cooperation with-Harvard Project Zero gnd the Harvard Graduate [~
School of Education. - ,,} o e '

N »

[N . R
”~ i .1~ .
-

. L . ' +
- ) . " . . ) \ . C e

»




T

To couple lecture w1th 1llustratlon is an ancient teach1ng

.

technlque., In educatlonal efforts the pract1ce cag enllven : ','

presentatlons of the routlnesq the hlstOry, the future, thd v
1mpllcatlons of a subject The "case method“ of 1nstnuct10n - j//}'
. v

is a further development of th1% common pré%tace. In that T

L -

1nstance teacher and student collaborate in the Socratlc tra— /»‘

B

dltlon to expose problems of a subJect by means of class,dls—

.
. . ° )

cus51on based on close 1nvest1gatlon of a compllcated legal
'

‘or bus1ness case...Out 1de the classroom, the 1nterv1ew and

\- hs ' . :-.'
the documentary in var1dUs news and entertalnment media link . e

photography and text to st1mulate 1nterest in varlg?s subJects.

In arts educatlon part1cularly, thlS 1nstructlon technlque

2

has further expression. Open classes ahd open rehearsals,‘work—l

~—
o,

¥;ratloﬁ for groups that ‘would qﬁe the skllls

~ an effort to. enllghteh“a\publlc through dlscuss1on of examp&es o

. x".
é - -
dae o . . .

#
and 1llustrat14ns of a subject\\x e
J. l \’\‘h AR .

7 These dlfferent approaches share in common at Ieast one )

assumptlon. A number of 1llustratlons not only offer 1nformatlon

v L *
about a subject or a Sklll as supplement to the . observer S dlégct'

exper1ence.s If- carefully chosen, they can also capture the im- -

-~

\
aglnatlon of the student or aud1ence and tap déw reserv01rs of

energy and 1nterest even in the W1lllng learner._ Apt 1llustra—

»
¢

: v
tlons and canny examples can draw students 1nto the wonder of -
N
. . . A P’ » - . . N -z L -

5 . . N . i . . i
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a subject, and coaX‘them to discover mdreg on‘their own. Even

the'varied descriptive sub-titles of.the presentations‘are re-

'-"arts oﬁientation" series as$/ a title is perhapg leSs clear.' The

:understanding than this series offered., The main ggal of each

.perience, eghh observer gaghered differept insights. There was.

" :

- co . . " .

“
. ]

:H the uncommitted can be stirred- to sympathy for, if\fot curioSity

'
oyt

abogt unfamrliar sub]ects. - ’
h ‘ A ‘ ; ® ' . .. - -
o The series of)public programs sponsored by‘ﬁarvard Pro— SR
AN - .
Jject Zexro: has grown in part from this teaching tradition. All ) ",k

.

iminders of this geneSis. The "lecture-dempnstration" and

. — -
' .
B A e -

"lecture performance" are terms that suggést a mixture of il— : 2
lustration or example and informative discussion by an authority
Other descriptive names assoCiated Wlth the presentagions carry

¢

the same connotation."The "performance demonstration stresses W,

the characteristic inclusion

i L]

eventL along with some expla ation byx- the featured artist. The
o r

f.@nrfprmance segments in the,3~ .

term "orientabion ‘would ggest experiences calculated to.inéro—.

[ . )
duce strangers to new aspects of thei(\enVironment., In connec— o

o i P—

tion with the arts such a term implies less ambiguous clues for

4 i . o
. -

event was to raise suggestive questions, to offer new lnSlght."

primarily by m§9ns of discriminations often: overlooked by

h)

apdiences.for the particular subject The only result of sﬂch

- et ~

an "orientation pﬂan common to the entire audience was ex—‘ ‘

o N PR

posure to the process of c0mpleting a work ~Through thht‘ex;'--;. .,

&

no attempt to direct the audience to one new: point of view.
e s, >

‘That characteristic, indeed, is- the ma]or innovation of

M -

this series, It is a departure from most lecture—performances B
: N . _

- .'. . ‘ i [

¥ L. L o
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. which tend to emphasize the“completed and successful work, -
rrathervthan the activitieS'of the artist in producing that P

work. Even ‘where a lecture—performance d1v1des a completed
. Ad

,plece according to stages, the awareness of the flnal result

makes‘the dec151ons the art1st faced dur1ng productlon appear

L]

e as foregone condlu51ons. The result is llttle feeI\\g for the

A @nfflculty of ch0051ng alternatlve express1ons before the»

- ‘.

“flnal product has been fully shaped.ﬁ In wor&s yet 1ncomplete,
/all alternatlves look equally plaus1ble and the art1st may

show an audlence hlS efforts in selectlng optlons. .

-

L3

In short .the goal of thlS ser1es is to expose. the artlst'
work so v1v1dly that the aud1ence would be to some extent caught
».iz - up 1n the process ofsdellberatlng. Part of sparlng the artlst'
| fn ;:~th1nk1ng would be new/gwarenefs ‘of the drscrlanatlons gross *

and subtle whlch lie behlnd any successful art work. The,deﬁ:‘ s
Yo . e . . .
.;scrlptlve captlon for the lecture—performance serles——"Art 1n

LN . .
Y - .
[} ) . - v

¢he Maklng ——approprlately t;tled such an enterprlse.“.Even

if that tltle were undegstood to suggest a subject wh1ch was ,f_

]

at some’ stage of development between a Sklll or technlque and ®

0 N I

.an "art" it~ would Stlll d1rect attentlon to . the working process.
. . S ]

At a more sophlstlcated level the tltle suggests that elements\

®

.of art are to be found asﬁmuﬁlln the art1st $ vocatlonal pro—
. P cedures as in hlS flnlshed products; In‘any'event the process

< of creatlng %ﬁ the dlstlnctlve focus of this contlnulng serrési& -
l ¢ ! ] . )

Sy - There were further departuges from the lecture—performance

'S

- . e ]

N
' tradlfigp 1n thlS ser1es. Unllke most such presentatlons, these

cy
were eared ﬁor an audlence of secondar scho teachers and
Y

1

e A\' : . ‘ . ’ - . : . o .‘
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;admlnlstrators ~ Furtherm re. the regular patrons of the art

_ it} ThlS group was de51 nated a "target aud;pncehsbecause all

'publlcrty efforts were'

‘es1gned to draw their int rest and
attendance ] The progr

of whom appear the pr' ary aud1ences for other lecture—perform—

- . L} ]
ances. Such entertariment/educatlon .events that are part of

. y ) <
S . the tour "packages" "of V1s1t1ng artists: usually draw aud1enCes :

.

. T I ) ®
! - - by a smaller admission fee Such polyglot gatherlngs hardl

Aol to devlate from tlred over51mp11f1catlo

. .
‘challenge_the‘artl

4
N

e _ / »
as stronglyvas*?id the awhreness that hlS plesentatlon should

st1mulate teachers and others who help shap

the understandlng

St . N ~

fﬁ’_ Both the spec1al audlence of teachers and future teachers

- : process prompted artlsts to try to articulate reasonably what

td “
n . -

1s done 1n preparlng works for public presentatlon Part1C1=,

patlngrartlsts commented~that the ass1gnment was a rewarding

~

-~ : q .
T ’ tést, " It requlred that they select certalnrdorklng procedures

and certain characterlstlcs of thelr medla that would focus a-

thoughtful aué{ence s attentlon on recondlte essentlaf features

! o of. the art - B :;; : ~ o B » B
. : In most cases: the spec1f1c tltles of the‘programs made ‘

v
- N

— a well-known Bostonpchoreographerr "The Director Who Chooses"
' ' \ L. - » b . Coe St S . ’

_ was planned by one of Harvard's Loeb Drama Center directors.

(?, ".\., ‘ ‘ N 4 , .

3 . - . . ’

- . ' . I

v . o - '

ns. attracted other publle as well many .

-Qf secondary~schocl udents and the general publlc attracted-d
: . ,

OP the "general pub_ilcu . ’ -‘ ) -7 '-.- . - : . ‘

for thlS "arts orlentatlon" serles and the empha51s on - creatlvea

i Jthis-emphas1s exp}lclt. For example_?Dancemak1ng»-featured A

o . osoos o

, .




‘matic polnt of ‘view. )

s ) g
w
B

‘Tthe audlence to share the artlst's v1ewpolnt. .

+

-

The most elaborage example was the program featuring Profes—
k-
‘sor I. A. Richards: "How- Does a Poem Protect Itself° Protect .

from what9 ~From the author, from the Movement from Fashlons,

.from Cr1t1cs, from Blographers,-from Teachers;.. . However

.

much dismay these titles, caused the varlous poster des1gners,

the publlcs reached 1n the Cambrldge and Boston area were at

- “\Q) .

’least warndﬁ that the event would be a mlxture of entertaln— S

ment and ed}patlon.. (Inc1dentally,”the long t1tle actaally

’,,developed 1nto One of the more successful.posters from a dra—i

g
v
. . . f

r

.. o - v
o

’iThough artlsts dlffered 1n the. technlques they chose to

unmask the creatlve processes that lead to successful works,

-
-

a common result was that the aud1ence was left w1th a new

- . .‘ Kl

'sense for d1scr1m1natlons Wthh developed put of exposure to

\ [P
-

-the artlst varlous a¢tempts to ach1eve hlS purpose. For
. (\ . .

example, at "S 111 Photography"'the photographer—teacher in'

charge enabled the audlence to share’-ome df his labor over

-
.

‘contact sheets by means of lantern slades that enlarged se-

quencesbof,several, very s1mllar'shots of the same sub]ect.

:Whlle the audlence studled the sllght d1fferences between-each

N "u ,~v% - .

photo, the art1st polnted out some: of the less obv1ous con=

3

'slderatlons wh1ch affected h1s selectlon of only one of any,

O
-

hserles of.shots.f He suhordlnated the importance .of the ﬁ;nal

At e

" - choice and empha51zed the conslderatlons that enter 1nto the

- v (_,~, -

s ¢

':_selectlon proces!’ -His de11berate ‘refusal. to comment untll

N
b -’ .

‘ v1ewers had studied alternatlves for sevaxal mlnutes encouraged

N

-

. A -, . ‘ B ) <~
. R -

.
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“As another example, the choreograph@ of_"Dancemaklng

&

Anne Tolbert with Bostonﬁs D§hce Clrcle, urged her aud1ence to'

fchange seats ih order to get new perspectlves on the movemént

in progress around them:

"I am less interested
‘with that movemgnt in
ested in our- rolgs.as
( life "in the theagre..
defined, ‘someti

/

=1} amblguous.

-

b-

v TN
in a part1cular movement than
shifting contexts. 1I'am inter-
watchers and doers in everyday

Sometimes the lines are clearly ,~ . v .
I want to make clear.

- some of the man pulatlon we take for granted--even SRR
~if willingly--as in- s1ngleifocus events.. What happens
to concentration on. 51ngle repetitive events, or’in

4  .multi-focus'ones giving the watcher the role of’ :
‘ choosing what' to look at and how to structure the s1t—
uation? ggat are some of the limits. of. b redom and . .
of excite nt? How -does the. llghtlng f houselights ° -
v to slides affect the way we see the same thlngT_~Gone ’
A is the goal of mov1ng people to»tﬁe artist's foregone/ .
| conclu51on.» , . , !
E ~ . . : . . - \—7 -

5 \ /'f " . Long after both these events concluded viewers continued
21

wto remark——whethlr they."llkId" the wdrks presented or not-- | |
tlons, and offered new 1n51ght 1nto S

\f\_ 'that each program ralsed que
— . C Eit medium as’ well as other arts. Some of the~photographers o ,\

kggjere pert1nent to abstract art. The. dancer s comments
re LY ' .
‘ were suggestlve not only as an approach to- theatrlcal and

. athletlc movement “butr to music as well.j

. ) -.> R — ] N ‘””'. ‘
v - o These dlstlnctlons 1n ‘the "Art _in the Making" series suggest

IR .
" some closer dbns1deratlon of what it is: tojbe a creatlve aud1ence1%w:

'To .some extent an emphas1s on the flnal Judgment of the quallty !

% S

of the exhlblt or performance draws ‘attentlien away from the ‘
. ’ o ' [P —

‘\ . , .
'artlst s work in developlng the sub]ect. A capacrty to under— : ‘

stand the artlst s ch01ces as he bullds hlS work need not_p;e—

¢

Rather 1t ' -

)

-suppose the skills. of an amateur in the subject.

i, assumes some acqua1ntance w1th and sens1t1v1ty to other pos51ble

: o : : . : : . . . : _ .

- ‘ '. . ) ! T . ' Y
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approaches*’or interpretations. Such experience need not be

’1earned exclusively by‘practicing the foﬂm; ,A5wthg techniquesffu

used in thlS 1ecture—demonstratlon ser1es reveal audiences‘
can be exposed dramatlcally and v1sua11y -to. such 1nformatlon '
in a short gerlod v AR L ,f; o .

Ce N ~.e
7 .

Because the emphas1s in these programs falls on the creatlve

-
“ : - .
w *

process, ‘a mere descrlptlon of them 1mp11és that the goal of

the evenlng m1gh[ bé to teach some of the skllls 1nvolved Qven

.were-that»the puxpose, it would be 1mposslb1e-to cram tha ﬂmuch“

. experlence 1nto the worksnops or semlnar sess1ons which were

‘1"mes coupled w1th events 1n the serles. *Those'usually . ¢

fﬁlasted only a total o® perhaps elght hours——most of them were

C muCh shorter; If: the somewhat more spec1a112ed and dedicated

’ N . ) - \
'.small aud1ence for’ these 1onger, ntensrve seSSLons,could hardlx

N s

expect more tha@ e;ther a’ "refresher course or 1ntroductlon to

'\
v

the most elemental consideratlons, the 1arger general aud1ence
s - 1.‘;."M 2
obv1ously could expect 11tt1e more than a 10ng 1ook at the - ¢

>5;~ artlst s technlques. That is certalnly 1nadequate f\r any .
*xnalve enough to ant1c1pate a crash course 1n:"how to do- 1t"
.In any event, such is nct the purpose.
A The lecture- performaﬁces of thls serles d1sp1ay tWo majori
characterrstlcs both of whlch cast nEw 11ght on the role of an -

’

audlencexln an art Flrst " these presentatlons are examples pf

-

. * - a

\;> - how 'process can be exposed 1n a fashlon drama ic enough to

s fcapture the 1magrnatlon and hold the attentlon of a m1xed

TN

aud1ence.- In other words these programs bas1ca11y suggest how '

to use "how to do 1t" methods so that the observers exper1ence_
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$

ﬂk'oﬁ:detall w1th1n-a work ot in comparlSOn to other works is .~

[ “ T, N CaLe

a new feellng for the artlst's labor in produc1ng successful

1 ~ N
works; That 1nslght is- of course partlcularly helpful for } e
R AN R Lo . x,, :

. P . - " . ot

teachers. .- - . - - - - ,'.,‘.j' X

N ;Second,wthesé'préséﬁtations call.attjktion to a“ievel of = V'

" response to art' oxks often sllghted 1n preoccupatlon w1th

w
‘

asse551ng the p1eces as a flnlshed whole. Namely, 1t 1s some

*~ -

sense for the -way a work grows. Partly such an awareness may .

’ v

b

be generated by exposure to alternatrVe express1ons.' The ob-

o

. server then develops,sens1tmy1ty for the-other paths the artrst

: mlght haveaexplore%‘ ThOugh such.sen51t1v1ty takes more thanj,{ff”

- [
dne evenlng to bulld,fconcentratlon on t t aspect of art "ap—

- - 4

prec1atlon helps redrrect the a@tentlon of an audlence member'}i

’

'to more subtlle aspects of a. wgrk.g To focus on dlfferences-ﬁk
. &t . , . e

PV . \ . N . !) o . ~ - @y,

another way to take an obServer beyond the generallzed.responsé\va

1

A - . w0 s e ~ R - A\

- R e - . . "0 . .n_‘ o
.to the work as a. whole.;a-: L -7 SN : A\

~ «

0 - e ’ . -

fThese dlstlnctlons An- the "Art 1n the Maklhg“ serles suggest
-/ . .
some reappraldal of the subject of aud1ence educatron.i Stress '
. =,
4

'on the educatlon of'skfiled amateurs 1n ‘an art 1s n;t,necessari;y

the only means'to bulld a- receptlye amdléhce foﬁyt‘

' ' u .
deed there 1s some. ev1dence that emphas1s pn“the practlce of

e art. ";ne;

TS

//an art w1ll deaden rather than«klndle 1nterest

- - ¥
-

art courses, but would‘ﬁhﬂb con51derably narrow the,audlence y

. . o . #. -

for;a subject.f Many“turn‘tO‘art who have‘llttleklnterest 1n
- . . o . ¢ N

A el B

. produclng works themselves. nFurthermore, prlmary empha51s on N

evaluatlon of . certaln works as' good" and others as- "bad".lgnores >

“s o . g O . N
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certa1n problems 1n w%dening audlences fOr the arts. ﬁan—

§~f ”'/g T guages of Art.A,An Approach to a Theory,of Symbols by
. . N T LR e Ve : -
LI . Dr%’Nelson Goodman, professor of phllosophy at Harvard and

P fﬁ ‘dlghctor of the project which sponsored "Art 1n the Maﬁlng T

.. - - - -

akes these d1ff1cult1es clearer..

To say that a' work of art is good or ‘even t0'say
S .how-good it is does ‘not after all provrde ‘much in=~
- formation, does not tell us. whether the work is
+« evocative, robust, vibrant, or exquisitely de51gned,' ™
and still less what are its salléht Sp‘%lflc qualltles
. _of‘color, shape,'or sound. Moreover,;works of art .
*. are not- race-horses, and picking a winner 1is,not the
primary goal._ Rather than gudgments of part1cular @
. characterlstlcs being: mere meahs toward an ultimate™
<  appraisal, ]udgments of aesthetlc value are often
- means, toward. dlscoverlng such. chara®¥eristics. If
a connoisseur tells me.-that one of two Cycladlc
_ - 'idols that-seem to me almost 1ndlst1ngulshable is
- quch finer than ‘the otherJ this 1nsp1res me to .look
© -+ for and may help me. find the 51gn1frcant differences,.
‘between the twos Estimatesuof excellenca&are among~ '
the minor aids to.1n51ght.,vJudg1ng the céllence
of -works of art or the g@odness of people is not
the bé#st way of understandlng them. And a cr1terLon
of 4esthetic merit is no more: the ma]or a1m of
aesthetics than a crlterlon of virtue is the ma]or
a1m of psychology 1 C T :
M-” » . ’
' The most effectlve way to’ 8@&@% furtber 1n51ght 1nto'the
A S .
subJect of audience educaﬁlon lS-M@ outk/ne br1efly the methods.

< .

~

4
’

‘J RN - B ) ’L‘ ,
"~ which were used in the serles. o e o, : ; ¢mw
' TS e

' ' ' PR
N . W

"1, Reputable and recognlzed artlsts\Wére engaged for‘the

&performance demonstratlons, though they often relled on the i

PN

skllls of the1r puplls for 1llustratlons.‘ Coverage of sueh- '

»q“ ‘ N
‘bllé educatlon programs by local news .and entertainment. medla

g

s'con51derably ea51er if the artist were relatlvely well—

Pknown rather than obscure. It was’ somewhat ea51er to attract

< N . ! . \ P ’

1Nelson Goodman, Lang;ageS'of Art (Indlanapolls" Bobbsiﬂ
Merrlll Company, Inc.,fl968), PP. 261 262. . ' ‘
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én audience to a speclal guest appearanqe\gy a renowned artlst

'than to an event too obv1ously categorlzed as[:;:other lec—

..‘ — "

these events as settlngs for learning was stressed less than

- .o

N .the artlst s name, fleld and a prbgram t1tle that suggested
Y.y

,an 1nqulslt1ve approach to that f1eld through "llve" ilIus~

tratlons. s T . A ‘
\ A Lo e ) : Y
2. Artlstsvwere requested to ‘offer a, program,that was
o €

9

~

| nelther echu51vely performance and "emusement" nor 1nstruc7f

%’ -
.‘~" ',.md

*tlon and'"lecture\T Thls challemge d1rec§§d thexr attentlon

\ . » Nt .

"+ to creatlng in the. spectators Qome feelfng for the’problems

é%d posslbllltles 1n the'efforts that lead tp a flnlshed

i

work. It was stresSed that shared/trlals and succeSses 1n,

Y

the varlous stages of a work would lead llmltedfcommunlon;'k

e . °

'1n the studlo processes.. ﬁhls, relnfo ced by personal rap—

At

“1nv1tatlons and announcements 1n profe551onal newsletters or

4 .

spec1alty’pub11catlons 'with a llmlted clrculatlon concentrated

\

in the segment of publlc sought.. The selectlon of a target
~N
group was governed by- the purposes of the serles.;QIn‘tth

)

-

case, the maJor concern was to 1mprove arts educatlon es-

pec1ally by 1llustrat1ng how many more tradltlonal -academic
ceE »

d1sc1p11nes flgure in the preparatlon of works. Hence the

"target audlence" for thlS serles was the present and future,'

. e . \

'educators and educatlonal admlnlstrators who make up the -
faculty, students and staff of the Harvard Graduate School

of Edudhtlon.v o S - . ' ' ‘. o

.7 o005 Ly

~10-- '..v_" S -

P

. ture«“ In publl 1ty, therefore, the domlnent aspect of( v

.

. "
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A stan@ard invitation was a 51ngle page self- mailer'

’ - . LS

which described the artist and the event, its pOSltlon in the
»wseries of programs, and‘permitted entry to spec1al seats lﬂi,

before the admiSSion %§ the general public. These were posted

’

first- class and timed to arrive approximately two weeks before[‘
.the event. OccaSionally the mailer incorporated some de51gn

eleme/t of the posters commiss10ned for' public distribution ,
three weeks before the event. ‘6sually at least .one- fifth to\ :

-one- thlrd Of the dﬁdleﬁﬂafat any event were members of - this SR
target group, based on head counts before the doors opened to -

the general public. ‘Of .course, many of that special group

]

did not arrive early enough to be counted separate from .the

total audiences which ranged from'§00 td over l 000 depending
’ 1755" o ;,-_.:vir'_f IM% )

T A

on the capacity of the auditorium \é'

4. Though each artist was free‘tobchoose his own method
1

“pto illustrate the processes that lead to a finished work three

-

bas1c patterns of treatment characterized most of the programs.
Nearly every artist demonstrated alternative approaches to the
‘-same sub]ect, presented and discussed some unfinished works, and,
finally, included some successful works. This is not to say

‘that other,techniqueS'were not also used such as, illustration

.

9f'the historical developmentuof.an“art.- It is to say that

»
.»*

most artists dealt in similar ways with- thé baSlC and somewhat

novel assumption of the. series, namely the illustration of.

processes behind an art work rather than discuSSion of com-

Y

pleted ‘and successful works. Mbst of them directed their .:[,

attention and energy to expOSing at least.some problems each
‘

faced on the way to'a.satis ctory work In most cases

* N . . B .& . ) L

00016
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illustratipn of the history of an art form was less'appropriate

.

Lo . for: that purpose becau\e s%ch approaches tended to 1mpose on. k/.

o 'artlstuand audlence an aloofness, from the d1ff1cult1es and
S dec351ons that mark ‘an artist's da11y‘work. fresentatlon of
: ;?.works 1n»'pogress appdhred a better vehlcle than lectures on
{ . ;‘hlstory to 1llustrate the. artist's cur&Fs1ty and optlmlsm before

. . T } .
a challenge, ‘as weﬂl(\s the uncertalnty, hes1tatlon, skeptlclsmv
before tentatlve commltment to ihe 11m1tatlons of one express1on..

The most stralghtforward means to show how an artlst shaped'

KU
i 1Y
¢

'_ Lo acwork 1nvolved repeiltgon of the same materlal, 1nterpreted

WooeE

' d1fférent ways. Contrasts between dlfferent treatments .of the" '/

L4 . A

vsame element helped expose an audlence to the choices an- éxtfst
¢ ‘ -_faced in bulldlng or 1nterpf€t1§g. For. example, the work of

'the theatre d1rector was 1llustrated by the presentatlon of C

Y

dlfferent vers1ons with the Same segment\Qf d1alogue from a’

- .

contemporary pIay. Each 1lve ver51pn w;th the same cast was

o ¢ 'bullt around d1fferent assumptlons. the female as a bitter,

then as a reconc1llng flgure, the scene s'"ma}n character -asy

-an absent 1neffectual flgure, then as the angry, youthful

-

speaker onstage. Or agaln, a photograph%r4&1splayéd several

_treatments of the same subject in wh1ch the photos d1ffered

only sllghtly 1n pose or aﬁ§1e~ 1n balance of llght w1th shadow,.‘(T

1

. or fllled w1th VaCdnt space. After mbre than an hour.of em- .

phas1s 6n dlstlnctlons often overlooked or unrecognlzed, audl—

ences began to ask questlons and raise polnts that" 1nd1Qated

"a grow1ng ablllty to make 1ncreas1ngly subtle d1scr1m1natlons.

. o + . ' ~
' A - . .
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~The pfesentatlon and d1scuss1d§ of works Stlll in progress

. ‘ s .

. was -an equally provocatlve means to call an audience's' attentlon ¢

. to the varlety of careful and cautlous effort that’ precedes
y {

any performance or exhlbltlon.; An art1st mlght 1llustrate the

llmltS assumed in order to begln a part1cular work. ,For
R .

. example, if the productlon 1nvolved a number of artlsts——such °

as dancers or mu51c1ans—-each part1c1pant might be glven more
e o
o& less freedom to 1nterpret 1mprov1se,'select,from.varlous v

(S
.l

alternatlves the’ artlstlc durector elects. Or the'artist might

A . ) \ -

’

1llustrate Several dlfferent poss1ble conclusfbns t? the work
3
5 T~
'w1thout commlttlng hlmself to a partlcular one. 'In any case,
/ the technlque challenged the audlence to sen31t1v1ty for subtle
l .

d1st1nctlons as well ‘as new alertness for the 1mpllcatlons of

an art1st s\cholces. _' v .

-The add1tlon of a few complete and successful works to any

program prov1ded the "performance element'necessary to each '

presentatlon. Slnce most of the evenlng presentatlon was a - ?,.

departure from the tradltlonal with unusual demands for thought
from the audlence, some performance elements, undlssected and

unexplalned offered a comfortlng return to normal procedures.v”

]

Of course, the 1nclu51on of performancéfei;mepts drew atten-

:tlon to the fact that the other point o e program was pre— -

c1sely to offer 1n51ght into performances. An 1mpllcatlon 1s

o

that the role of the audlencedlnvolves more act£v1ty of thought

. than often assumed. ThlS practlce.also graph}cally)lllustrated y

'S . - / / !
the d1fferences between procedures necessary»to develop a work

&

for productlon ‘and those requlred to" present the work success-

- : . ,
r . \, j Yo

'

Doy
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"fully to the'public. HoweVer laf@e the part spontaneous 1nsp1—.

@

ratlon and unpredlctable creaq€Ve 1mpulse play in the compleiﬁf}%

tion of the work, performances and exhlbltlons galn addltlonal s
value pr§c1sely betause:of——not in splte of——the artlst s
: )

thoughtful trlals, recon51deratlons, -and rehearsals, s S

) . . ‘ .
maglnatlve use -

./5. Flnally each program 1nvolved some

hardly a maJor em-

I’ -~ - T
.

audlo—V1sual hardware, though this wa

»

PR
- N

produc ion procass. Occa51ona11y the s

grapher u ed them to llght the theatre and call attentlon‘to

-l

' the Varled spa}es 1n “the hall. Fllm segments were linked in

o

dlféerent sequences to 1llustrate how the fllmmaker caﬁ pro—

&

d@ce a varlqty of results. Audlo tapes were ?seful in lecture—’
[ 3

- performances fn the subJect of mu51c to 1llustrate how the
)

; mu51c1an develops hlS p1ece. In general, no artlst,could

. “ . e

f"~successfuluf expose h1s working processes w1thout recourse to ’

o \
- . . N

some audlo—v1sual dev1ces. - to %

e . @
ki

Many of these materlals have become part of ‘a permanent
. ' ‘ collectlon of. materlals whlch were used as a nucleqs for-
| ‘programs “portable,_ln the sense that the artlst s, comments
T were.recordeé'to ekplain:the seguence#&and repeatedyfor other .
haudiences;d Thoughﬂsuch‘repeatedﬂprodramshwere;a’wariag}on on 'h
;the liwe lecture—performancef they clearly required careful
e 'organiaation and pianning tolmaintainfthe'%evel of interest : .
wh1ch the live performance prov1ded.*vFor;eXample} the'tape | ‘
'of the presentatlon'on poetry requlred some supplemental slldes
CERIC :"f:’-“-"‘o_ﬂﬂ’@f'».~.? Ty
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\\7of the poet at work in hls\own study Qt home to malntaln

"audlence 1nterest . Though budget llmltatlons wodld not perm1t

V1de0tapexrecords of these presentatlons,'many of them could A

Lal]

.be effectlsgly re- des1gned for a teleV151on audlence. - S
— T Th1s‘pattekn'of act1v1t1es'w1th1n every lecturedperformance
. R . ‘«- . . S e

hardly suggest% the Vltallty, the d1ver51ty,_the suggestlve <N

A J

Y power of the events as experlences for- an aud1ence. Re%ular
. . i -

. patrons as well as the npvlces to an art were coaxed to work -

P - - .

E L - .w1th problems and subtle alternatlves that léft them unsettled

‘.- .'. - ‘,‘~ ‘-

occa51onally t1red 1nvar1ably stlmulated ‘never bored* Through ’ f
l y . .

dellberate avoldance of preoccupatlon w1th meanlng,_and throug

AN r

‘wrepetltlon an\\llmlted 1mprov1sat1on, through the artist's

“ . P

accumulated comments and trials in dlalogue w1th hlS medlum, PR

[ ! . - 6

.an audlence m1ght not only»gllmpse but- share the artlst s

.
- A
N

4 » ‘ \ >

5 . efforts. For one: evenlng artlst and aud1enbe jolned m1nds in .

.- VAR
s

response to the challenges of an art.i The way thus opened

to empathy, and to a,prolonged encounter ‘with questlons that

per51sted after the part1c1pants dlspersed. In short,\what-

/ P :: co 4

began asm“serles of experlmental evenlngs in publlc educatlon -

'x“m 5

~ mlxed w1th enterta1nment achleved through careful thought and

4

canny wit & measure of grace and sp1r1t approprlate to anl .
1ndependent medlum--the art of openlng art. , . e
, PR - ‘ . T

An account of the. program ‘on poetry-—at once technlcally‘
uncompllcated and conceptually sophlstlcated——can approprlately
1ntr@duce a brlef descrlptlve record of the dozen presentatlons

\, in. the three—year serles "How Does a. Poem Protect Itself?
ProtectlFrom’What? ,Fromfthe Author,'the Movement, Fashlons,

u\: | y,l? .;" "I’.f‘J l“; ‘-‘)()C”E()
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Crltics, Blographers, Teachers. L Professor I. A. Rnchards'
L v °

t1tle sﬁggests the remarkable strategy w1th whlch he approached

thevtask af . expos1ng an. audlence to the labors. of the pqgt

Y \ e

He concentrated Léss on., the problem of ertli} poekry than on
L)

o the d1ff1cult1es of exp051ng the probiems of wr1t1ng poetry

l
Professor Rlchards, C.H., E B A., Professor Emerltus at Harvard

»

showed 35 mm Atlldes of hlS texts Complete with the.author 'S

e aIteratlons and 1nserts.3.Th1s technlque bent the program away

i~ .
T

"
R

~
_ record of the poet'samlnd at WOrk. "Poems,J he commented at
(R %! -~
one pq1nt "are llke volcanoes.» No matter how plach they
5 : " v

appear, you can never tell when,they are due for a new eruptlon.y

’ . L
A . i

Hls sllde record and comments about word and rhyme changes"_b“;g

aﬁq about the appearances of new meanlngs eas1l¥\5upported the

L. . ‘»{‘;

: Instead Qf the personal anecdotal monologue or explanation"'

. %, :
whrch m1ght have developed from the coupllng of a 1ecture on L

poetry w1th a readlnq performance, Professor Rlcha>ds 1ntro-

duced the overflow crowd to some half—dozen of h1s poem 1nt1- o,

' mates. The ‘same affectlonate humor and congen1al respect a_

@ .

man tenders fr1ends characterlzed th1s poem—poet d1alogue.

To ,be sure the presentatlon offered 1ns1ghts Into h1s meanlngs,

though he treated the pass1onate crltlds search for esoterlc

¥

mean1ng w1th d1sda1n. ‘To bevsure he dlsplayed ‘his consc10us_

P

prec1s1on wzth respect to meter and_theme, though he steadd
é

fastly disclaimed more- than .a few h1nts to the' myster1es of

. the’ craft.j To be sure he confessed c1rcumstances and feellngs
v , "'!;' ) ‘ . ' - .

fromvmere per@ormance or‘areadlng 1n the d1rectlon of an open SR

-v-
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that generated the poem, though that left each text.the mOre B
polltely 1ndependentr\perslstently-elus1ve,~conf1dently allve:/'

|
2

In short Professor Rlchards presentetlon unseated alike. the

notlon of the poem as anythlng less than a llvely companlon
- and an 1mmortal soul and that of -the lecture—performance as,
2 - ”‘W’\. +
) 'nothlng mor% than the awkwardshyphenate of comment and 1llus-

- Q

tratlon, stepchlld to some aspect ‘of performance.'_ﬂ.;ﬁ

Programs that requlred mpre technlcal preparatlon and |

et apparatus were “Erlc Martln and Derek Lamh/ln a d1scussion 0n F-@’

- " . )

Fllm—Maklng -and "Stlll Photography“ by“Alfred Guzzettl"

‘ three artlsts were all teachers,ln Varlous depa;tments related,

';‘f’ to photography at Harvard Un1vefs1ty. fhelr prlmary goalxwas : ﬁ
E 'ﬂto reveal.to‘tﬁe audlence some of the deC1s1ons that precede
(:a flnlshed fllm or exhlblt. Professﬁrs Martln and. Lamb dls-

-

2 cussed the rejected foqtage for several fllms 1n progress. They% e
also showed several fllm—cllps 1n dlffeﬁent sequence to demon—-""

. strate the work of an ed1tor 1n bulldlng exc1tement .suspense,.

r;.‘ . .' . | . o

[ etc' ‘ v ST ‘”v” . o

Professor Guzzetti presented lantern-slide enlargements

1

of portlons of hlS contact sheets, the f1rst prlnts from a

'roll of ex,posed fllm where the 1ma;g“we the same sl,ze as : ’
the' negatlves. He attempted t0'co unicate a.YeelingFfor'vzi_‘ e

v

the factors Wthh must be con51dered in establlshlng a mood
S

in photographs.\ The p051tlon of the frame, that of the subm-

jects W1th1n the frame, thé dr;ectlon of light, the actlon

‘are all elements of composiiaon of photographs ‘that the unlnle
tlated v1ewer as ‘well as, the amateur and profess1onal‘photo—'
grapher m1ght grasp as 1mportant%’ For’any.glven’subject,vthevd” :
- , _ S L T s

;1,-




cbegan to'discuss ong themselves, and.to ask questlons,'

LI

v-/,.

: "'\,.
1rrelevant Insteadfthe'artlst and aud1enCe remalned in a

. ‘ 18- 4. - .

. @ . -

v1ewers saw at least two alternat1ve, sllg tly d1fferent

vtreatments. Wlth each sequence, the art1st spoke brlefly . -
\ £

- about the dlfferent shots, to make exp1101t some Qf the dlf-. g

-

ferences. - Then-he asked‘the audlence to contemplate them

- - ' L e S

¢ T e . - ‘- . ! . v : -
‘without his comments. ~Gradually members of . the aud1ence

&

»ultlmately to polnt out major coh51deratlons whlch the artlst

i

'.hhlmself overlooked ‘ Whether or not the artlst agreed w1th the

»
IS . -

-vlewers as to whlch shot acc0mpllshed best what he sought to

e

expr@ss was irrelevant 'In fact, the entlre 1ssue of what was

E . e .-:.

good" ""bad“'from the polht of Vlew of a flnlshed plece wasi
5y .

I3
-

.
)

: sltuatlon where "better" r "less better" was adequate summary

evaluatlon for one of the alternatlves 1ndeed where summary

C e - <

was’ def1n1tely secondary. - -,: ' , -

-~

: For example, 1n two- sequences 1nvolv1ng ind1v1duals, 1n

P’ K .

- one’ landscape set- and .in one collectlon around a group of

ichlldren, the photographer asked ‘the aud1ence to conS1der Uf Al'

o
o A ~N ;
. .

th1ch llghtrng arrangements, whlch balance of fllled and

rvacant areas, whlch "sky" or general background 1n whlch plc-

’tures made ‘one of each set "work" more’ effectlvely to convey

© -,

,the bourge01s eff1c1ency of avbutchery manager, “the - congenl-

ality of a grlmy farm worker in a pub tpe dom1nat1ng presence

L)

"of rolllng plowed land around the v1llage, the awkward efforts

of .an adolescent gym class. After exposure to several sets .

4 : >

over three-guarters of an hour, the audlence began to understand

how these elements work together to produce lines of direction’
and.emphas1s forvthewvlewer;sveye,_and how the,photographer works |

¢
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. ' o select an arrangement of those elements that produce the :

~

."

« - e
unsettllng or soothlng, dramatlc orqstatlc, or whateyer other "

o~ / . hd \ s h’ N

. effect he con51ders~1mportant. ‘ . { o g.z,- .. 7"?
77'.‘ L . Most graphlq)evidence for the sen51t1v1ty the audlence

o . .
- 2o

" ' bu;lt/up to the 1mportance af. relatlvely spbtle and of&en R
:a' overlooked features that dlstlngulsh.@nd dlfferentlate photo-
o . Sy [

,.,&- graphs was- the reactlon to the flnal contrastmof the presenta—

tlon.: leferent treatments of one W1dely dlstrlbuted photo--

graph of a depresslon mother and chlldren from Margaret Bourke— :
o ? - :_-' Whltes collectlon were pro;ected. ‘The gasp of recognltlon and .
: . ‘ - K Y ’
surprlse from the audlence wheh the famous flnal ch01ce com—‘

-
-

o pleted the sequence was -an 1ndex to the sudden awareness of howi7-

many varlables, a few of,whlch t%ey had gllmpsed that evening, 6
A Y Pl

lay behlnd that remarkable p1ece.% Though the audl nghs for o

. ,‘these events were the smalIest fh 51ze for any of the presen—

'tatlon——about 300 ~500 persons——the @Fograms 1llpstrated clearly
the potentlal for the lecture—performance form as ‘a stlmulatlng,;jy
’;, teachlng techn;que. o f o ,f;;’ . * S ; '.f
r The three programs on the subject of mu51c were; -“From
. Slgn to Sound"n by ﬁfon K§¥chner,_"Sculpt1ng Sound," hy~Robert“
“{ Ceely,'and "Drums,gzances, anq V01ces of Afrlca," bv Ladjle

- Camara. Slmll-r challenges were part of all of these. ‘Musxc

ey

- -

notation sysﬁbms were 1llustrated by, means of audlo—V1sual

*dev1bes when p0551ble. Repetltlon of passages revealed how .-

T’///' : ‘;‘thé artlst s 1n%erpretatlon .can affect a p1ece of varylng

f —

o o mu51c., Unfamlllar 1nstruments and sound sources were discussed

- SN LY

.- in terms of srmllarlty to more famlllar elements. For
s~ - . X . s . . “ S ‘N’i '
L. S R, e : - T .

: %
;i
v

\,
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< ot
) . o o | A : ' g
o example, Professor Ceely explalned wh1te sound" by—means of “~(f’
S , - .
e A reference to radlo statlc. Though each artlst varled hlS’ X 'Vr o
L : v o . AR A
: approach;to the,problems behlnd a performance,‘all freely B N

he . . 3

halted performers, repeated passages, dlscussed the more and .

T, e 1 “less sucpessf%bﬂelements of the wqu used as 1llUstratlop

‘ They also,'of course, 1ncluded ﬁome works un1nterrupted but T
o L . ‘ e i . L !
E C only when~the audlence ‘had. been exposed to some important = -, ..

- - .—.' 7 e S - ATA. . . . .\' . ’
distlncﬂions in 1nterpretatlon; S o e !

= . . U ’ o
Professor Ceely s sub]ect lent 1tself to a "hlstorlcal"

'approach—~that is, an 1llustrated dlscu551on oh the development—fA ‘

-
-

_of electronLo muskc in the last decades. Professor Klrchnem i v -
. . . - , 1 TR
R - and Mr.‘Camara presented more of an 1llustrat1ve sequence of

'imus1c Segments s1mllar to an open nehearsal“ where musicians .. -
stop to work on selected passages. -The novelty of Mr,fcamara's-

. . . ) ) » - ; . . fq;“ . . e 7
work was .not an unmixed advantage. jUnllke-the audiences fot

‘traditional and contemporary western‘musicjprograms, his - n; N

: - .4 '
— . 'audlence had little prev1ous eXposure to such 1nstruments. o
: N
S Thus, there was less empha51s on subtlety and Var1ant inter-
i,pretatlon than on the vlrtposo s skill 1n p;:ducing a ;;;;;Ah

B 'of.mu51c. 'The 1llustrat1ve mater1al he chose, though excltrng_i
P ) .. ’ . »
i and unusual was calculated more” to expose new-art than to T

o

offer 1n51ght 1nto famlllar forms. The aud1encelfor thlS'f .
L 4

event -was approx1mately1100 more than twice tha for ‘the other T
two programs. "Drums, Dances and V01ces of Afrlca was taped A
- % "t S - -

. in its entirety by .the Harvard ‘audio v1sual department and is

'?part of the collection of the Modern Language Center (Boylston
-Hall Harvard University, Mrs Martha Mi ler, Librarian)

" . - P
,
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| Thrgthrograms related ‘more closeiy to’ theatre-l e 5
1) "The rector Who Chooses" by George Hamlln A
2)"."How Make the.Proposltlon" by -The Proposition .
53). "Anatomy of a Theatrial Prodiiction" by James. Zannatos, ‘Paul
Cooper, Franco Colavecchla, and John Paul Russo : -

"The D1rector Who Choopses” and "Anatomy of- a Theatrlcal

\/ . -

Bmf

Productloh" were’ bullt around recent or current productlons5”17f?
LY S

| at the Loeb Drama Center at Harvard : Adequate arrangements O

&

for even skeletal sound agﬁ llght equlpment in a theatrevi;‘f$ﬂiﬁ

In addltlon,

heaylly used were a major concern. _“The Dlrector

Who Chooses"'requrred extens1ve search for fllm and v1deotapev.g
- R : -

ver51ons of Death of ‘ar Salesman.} George Hamltg used two llve SR

)

"f) d«tWo £ilm Verslons of a scene from that program to shdﬁ“how

a d1rector can sh1ft the empha51s from one character to another
. B} i

or alter the relatlon between characters.

b

”

For example, fewﬁ'

changes made the mother, Llnda, a b1tter rather than a. recdﬁh: g
. - e T . . . -
Another treatment presented B1ff,‘rather thanf,j‘

4 : .. B

c111ng f1guren

One 1mportant

hlS father, Wllly, as the central character

’

aspect of thlS presentatlon was that aud1ence attentlon was:

s

* N

rather than

'

e

“focused on d1fferent 1nterpretatlons a dlrector can effect

on contrasts &h actlng.

(e
. o 3‘
‘ ; g

LA

.

' The dlfferen'es "in sklllv“”

between
purpose

i-seminar

orating

of The Rockets Red Blare, a pop- opera by Yannatos.

mov1e and student actors became 1rrelevant to the

of the presentatlon.‘ “Anatomy" was coupled w1th a

. v
k)

that met for several weeks taught by the‘four coll ~

*

top;cs 1ncluded the d1ff1cult1es of stage de51gn and d1rectlon

I-.
.

artlsts on Varlous aspects of the premler productlon

\;

rd

as well as the con51deratlon of how the varlous artlsts reach

agreement 1n the/flnal show.

‘was a concentrated ver51on of the same effort..v"

~

. -
-—

e, y’:

foq@ae7

v -

The evenlng lecture—demonstrat;on

n

-

" S ~N

For examp@e,»

.
.
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‘e . o _-"How To Make the Propos1tlon by the natlonally rec0gnlzed e
| . ) R ;.,_, R
’ . 'i lmp§%v15atlona1 company °f Cambrldge reQulred llttl? techn&cql‘ . ;!
- ;‘ / preparatfﬁn,. It Was no'*'-!G\bfen.perfcsrmed din‘a ﬁheatre.‘,HQWeYeri_l
'*{;}ﬁ.;; bOOklng procedurés ;ﬁé ne;6£latlons:forPartumlaf'act'ifi’“ “'h;

- T e

";.'? ’_‘; comPlkcated.s Srnce,thls was a" profess1ona1 rather than a “?;‘

ST .student troupe, it was necessary to explaln the educatlgnal e

«*”asSumptlons of(the prog@%ﬁ serles more dlearly Even soj. the ,
B \_,_\ ,'

ase’"performanceﬂﬂmeant 1mpro—

.&,

* \‘ : s U wog "

A numﬁen,of 51lent s

wv'*" ol
. of acto S preparatory to performance. Spec1al emphas1s was

_,l-.u ~ v . v

placed on how they develop ease of 1nteractlon.- That portlon

. . \_

e . [

of the audlence that had seen the lecture—performance on mlme

/._. N

vnoted connectlon betwgen thls form of theatre and the mute

;{w‘ communlcatlon of feellng which the 1nternatlonal mlme teacher, -

. » 2

-

’ \

< Jvaues“Lecoq, had dlscussed.. Nonetheless thlS program made

2 -
s a e o

L 1t clear tha khe mbre suGCessfully dLrected lecture—performances

o,

o

were thqse of teacher—perfq&mers, rather than those 8f exclu—

N 2

“w s1vely profe551onal performers. It should be noted»that the

e
Ak ) &

" Ad

aud1ence for thlS event waS\one of the more enthu51ast1c,. Coa

“ e

\

measured in tefms of applause( laughter, qu@stlons and favorablei;

kS d- ‘. . -

bl o

comments. For many, especaally in’ the unlver51ty student

v . . .

’

N communlty, 1t was ‘an opportunlty to see w1thout charge a program g

.’ u‘, : : "
- . . . < : S . e . . e T . . . v

RIC . 0»00,;? D R

V1satlons on the basis of auglence Suggestlon. “How ‘to amprovlsé, fx::

V“:«or the bas1capresupp051t10ns of the actor and dbrector was ,vayfp-§f

: - = . h : v . . . A T ') N - N s . . N TN e, B




" audience whlgh had partlclpaéed in all stages of the works. .

- 523;-'

4

that was normally an expen51ve n1ghtclub enterta1nment.
Four lecture—performances on dance and one on the subject

of .mime" comp]fted the,three—year series. The dance -programs .

. SO

were: . L T L

" Dancers and'composers of the Ina Hahn Company discussing
and .illustrating their work invtwo lecture—performances"

A

The Ina Hahn Dance Company 1n Theatre of Sound and Movement"

"Dancemaking"by Anne Tolbert ‘Dance Clrcle K
. rvzf L .

The sequence of programs by the Ina ‘Hahn Company was an
'attempt to express for an a%glence the complete proceislof

AN .
choreographlng aﬁd danC1ng for a part1cular presentatlon.

. Mrs. Hahn herself lectured in the early programs and asked

-

dahcers to 1llustrate varlous 51mple movements such as klcklng

a cha1r. - She then attemptéﬁyto demonstrate byglllustfatlon

ESr

s the way in whlch dance movements are translatlohs of such

gestures of ordlnary Iife. In addltmonv ‘the rehearsals of\the

o

performance'onhthe,Loeh Theatre stage were openytoythe audlences

for these lecture—performances; Thefresult:was that the final
u‘%y % L
wproductlon, Theatre of Sound and Movement dreW upon an w'!

v

Certalnly by the heavy attendance as well as by the questlons

and comments dlrected at. the dancers, thls sequence demonstrated

.

, the potentlal of the lecture—perfprmance'asAan audlencef

.

building technique.
In "Dancemaking";“Miss Tolbert, the choreographer, delib-"

o =

erately stopped the constructlon of a dance at a pOlnt short

of completlon. The productlon 1nvolved a number of movers

-
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socalled becaduse athletes, actors, and the odd member of the

.~ audience, .as well as dancers--made up the cast. Each performer
exercised freedom to interpret, improvise, -and select from
- Co . . : .

'various altefnatiVes'givenvby the choreographer. In cavernous

Sanders Theater, accompanled by spec1al sound pieces and

\\\l}ghtlng effects, they expkored the alsles, crawled along -

~'balustrades and seatbacks, shouted(and sang. In Scale For -

Sanders'An OccuEatlon ‘the - movers dr1fted up from the audlence

’

onto the stage whlch they used for a tlme 1n more tradltlonal~

modern dance pattérns. In the course of the work howeuer,
'o,éf’" N I

' they abandoned the stage to a coll boratlng electronic mu51cian,.

Alv1n Luc1er, whose w1fe began spi ng.§ web of wires. When .
. ’ o M

,touched by pa551ng dancers or wanderl\j spectatofs, \they'sounded

b .

rn”varlous,pltches. That gradually bulldlng plece was com-
plemented;by another.of his works, consisting in the~sound
of his ownlvoice.uttering;one,simple?senténCe in %he.theatre.
It was sozre—recorded and repldyed constantly'as'to break |
"down into.a successlon'of sounds:andvrhythmsfthat became

musical accompanlment Another artist collaborator, Arthur ~
N Q . )

Hoener, 51multaneously began rotation of multlple~sllde pro—'j‘
o Lo e L

jections across “the audlence and amphltheatre vault.

X 'JAS'one crltlcﬁdesdrlbed the plece:,

h . P
o . . o .

.SOmetimes-the_}look like,dancers; sometimes they
just look. like ‘bodies in motion...Certain rules
are imposed upon the performers; but within the -, .

“ }..33 . 0008 .

[y
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.context of these rules,. they are free to make their
own decisions‘'as to which actions to take...You

_are no longer in a theatre; you are in a gallery.’
You may choose the material you wish to enjoy rather
than’_ be forced into flxed sequentlal pattern.

1
\

To st1mulate curlos1ty about unusual art forms has been'

Aanother of 'the Pro;ect s goals. Wlth thls in mlnd "Mime,

v

‘Mask and Contra—Mask" by Jacques Lecoq, Dlrector of Ecole

et

£ i

‘Jacques Lecoq "School of Mlme and Movement in Parls, proved an'

excellent_introduction to a less famillar mode»of theatrical
enprﬁssion. M.'Lecoq gave three mastereclasses, Open to anyone
in the'community with some experience ln'theater or dance, and
'onejworkshop open to the public. - His§performanceédemonstration.
S L . ' T B ' -

encompassed the relation between sport and theater.movement;
the'psycholoéicalVlnsights~an actor‘can‘project through stance
and galt soc1olog1cal obse§7ations on‘nou‘circumstances and
natlonallty affect gestlculatLon ; Nand dep ctlons of animals and
-plants. Masks from the Commedla dell' Arte and others of h1s
own.déslgn‘directed attentlon tq the more subtle language of
-mdvement, which may elther be reflected or contradlcted in the

' L

fixed expression of a mask. In the words of Kathleen'Cannell,
< - . E I i N

art critic for the Christian Science Monitor:"

“ e . i L 4 o
Mime is a poor term to describe Mr. Lecoq s art.
ge has liberated it from ancient traditions and
odern stylizations. Tike Delsarte, he divides
the body into emotional.zones. Using every
p0551ble'movement, gesture, and.attitude, he has
made of it an express1ve hieroglyphic instrument -
that can be adapted to theater, ballet, opera, .
“‘motion p1cture, or telev1s1on. : :

»

\

o
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Mr. Lecog's conference-spectacle was the most

impressive demonstration of mime (for lack of.a

better word) this reviewer has ever witnessed....

An unassuming -figure in a quiet business suit,

o “he evoked'a multitude of personages 1n dlfferent _
‘ situations. .

Particularly fascinating was a section on

"observations of daily life as the primary - ' "‘ -

reconnaissance of man." In a walk up the
Champs Elysees, he 1mpersonated types one mlght
meet on such a promenade. .
Mr. Lecoq received the longest standing avation
from the’capaclty audience I can. remember.

A 0 ' *

To quote M.' ecoq h1mself

%

For me , the mime \vhlch one can apprehend at
my school is at.the base of all expressions ‘
of man; whether gestural constructed, N
plastic, sonorous, en or spokeng... , T

- It lies in the 'ges e under the gesture, in

! the gesture "‘under ‘the word, in the movements-

of materials, sounds, colors and lights;... : L

- Such a series of dlverse lecture demonstratlons produced o

A}

more results whlch appeared more durable than Just a llvely

even1ng o?’educatlonal entertalnment. Improv1ng publlc1ty 1"5,

v Ean

generated a loyal audlence,'not only w1th1n the School of

Education,'but_alsoyin_the Boston community., The mailing list
of those mnside3~' faculty, sta/ﬁ_and students at HGSE who
received notices of the events grew to approx1mately 150.

/ ‘\.,._/

Were it p0551ble to dlscern a common interest w1th1n thlS

group, at least one pervas1ve att1tude was curlos1ty about

~ ~

. the creat1ve process and about neW‘art=forms. It was the
LY
conscious goal of. most d1rect1ng artasts to generate more .

questlons about the1r arts. subject than 1t was to supply answers.

v

Such questlons might be resolved in a number of ways. audlences5

T ¢

m1ght ‘'seek out completed versions of unflnlshed works, they

B

I ,(N)cuzﬂ_

N
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T . o s >
mlght try to practlce the art f DYM; they might adopt”fresh_
. a L.

stanﬁards of cr1t1c1sm.v One 1mportant ‘measure of success for"
[ 4 .

a lecture—performance was the number~of questlons it left
‘unanswered, perhaps even unanswerable. The real point.was

to focus aud1ence attention beyond the 1mmed1ate productJat

-hand. Rather were they éalled to a sense’ for the thought the

——

work the d1ff1cult1es, in short ‘the consc1ously experlmental

i a

nature’of Any work in the arts.

- One of the more obv1ous results was 1ncrea51ng conf1dence

\ . Ly b
~ Lo

in the lecture—performance as an arts educatlon technlque,

"and 1ncreased awareness of the practlcal ways to generate and

administer such programs. Slnce‘these have been dlscussed in

'detail it is 1mportant here only to. note that many other arts
. . \ -

educatlon efforts can develop W1der appeal by the adopthn

of such technlques. For example, workshops and master classes

v

' .for those more 1nterested or more experlenced in the sub]ect rf'

art form can be made 1ncrea51ngly eﬁfectlve if opened to

.llmlted publlc observatlon.[ The open rehearsal pen studioo

B

and art1st—1n ~residence programs would beneflt from the 1nclu—

0, b 4

sion of brlef explanatlons similar to those by artlsts in

lecture—demonstratlons.. Intens1ve study programs, whether 1n‘

. -

.arts, " humanltles or sc1ences' could make their learn1ng
%
env1ronments more attractlve as well as more educatlonal by

",

“«

the~add1tlon of such presentatlons.'ﬂ

“. . 7. All this should lead to audience participation at avmore

‘creatlve level. After all, an artist only sharesvhis tactics-

»

and goals, hlS f1rst trlals and exper1ence w1th collaborators

] . . [




¥ 1

~and colleagues He respects and trusts. He - av01ds questlons

n € as superflclaifexcuses for 51mple answers trlggered by hls
' explanatlons and His habats. He, seeks questlons to become

' 1nstruments, gu1des 1nto perslstent problems only temporarlly

“

resolved or tackled from new angles in. any glven p1ece, 1n N
13

>

any art. Spectators alert sympathetlc and cdr{ous are nécessary ®

L

to, the success*6¥ thlS experlment. Between artist and audlencq.»
there grows a partnersh1p more thoug tfél .dlscrlmlnatlng'

and actlve as a happy altexnatlve to c upllngs restrlcted
callow and sadLy unresourceful o ”j -\ L3
Equlpplng audlences tb recognlze manlpulatlon is’ another

s

way to descrlbe thlS audlence educatlon effort The lecture—

performance rmplles that audlences are mdre often d1rected than'

' —_

they suspect to certaln cqpclusrons the artlst h s ant1c1pated.ﬂ‘
. ‘ 20 o
Artlsts and afdl nces dlsggree about the mer1ts of such subtle

3

e d1rectlon.'

.a chance to counter the assumptlon that an artlst ought to»

\

move an audlence excluglvely to one conclu51on. Receptlon"l,
for the pllOt serles suggests that 1ncreased 1nformatlon Sbout.

_understandlng of tire artlst s worklng process add respect
o, ¢
‘his sklll and d1gn1fy rather than dlSlllu51on audlences.

- - e

: artist's frank exposure pf hls;work;ng process_l;nks ‘the

.. arts more closely with the activitfes of,others who work-withjL

- audiences. Thisjpromises reassessment,of the relationship
betweenb"art",and'fentertainment"; _ "4 : ) e
: . e . : ‘l, . . .
To be sure;therevarelstill'unresolved'problems.'-Some
N ° . v -

means must‘be.developed to survey audience response, both

00033
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in’ terms of 1n51ght recelved and in more commerc1al terms to

¥

measure support for performances and exhlbltlons. Questlon-
N\

naires dlstrlbuted at the events or malled afterwards are - -
one- obv1ous device.. Dlscount tlckets to part1c1pants 1n or-
ganlzatlons sponsorlng lecture—performances mlght also/prov1de

'another 1ndex. A 51mple checklng device at all sales w1ndows

"-,. ‘1’

mlght work to dlscover if t1cket purchasers had attended

-il v

lecture—performances on the subject.

As w1th most arts programs, espec1ally experlmgpts in

N

@educatlon, 1nadequaﬁe funds are a major obstacle. Most lec—_

o turz demonstratlons which are part of the repertory of varlous

fperformlng groups are poor examples of the technlque. There

S
¥

. is llttﬁe 1ncent1ve for profess1onal companles to 1mprGVe thenu*jygk'

They net less revenue. The aud1ences for them are usually a

'polyglotﬁmixture of school chlldren-and random adult‘ent'eﬁQ_“A

*Siasts. They are often a requirement imposed by funding

.agencles that sub51dlze performances. Espec1ally for a com- -
pany on tour, such programs most often appear an addltlonal
.draln on energy that y1elds ééw results. The surprlslng fact
is that the form is notldropped entlrely 1n favor of ‘other |
teachlng instruments tallored for the spec1ally tralned
uaudlences, such as the master class. Wlth some careful pre—' f
paratlon, packaged lecture—performances may have 1ncreased
effectlveness. For example, 1f a speclal audlence is invited
and the performers forewarned the presentatlon may at least

_be pitched at a particular level. The artlst'lnﬂcharge may

. : J : , no .
thy to speak primarily to secondary -school' teathers-or to

00034
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-intelligent laymen who know nothing'about the art form.t For

the - most part however, it is too*much trouble to reth1nk a -

packaged presentatlon for each group R . A ‘J'-ﬁ .

The best Way to ach1eve that result is to comm1551on'r

-

speclal presentatlons under teachlng condltlons and wlth a

fee ‘that . make the effort attraotive. Wlth the 1ntroductlon off
. : a
such programs to an audlence it is poss1ble that the experlence

mIght spread to other settlngs, for example, telev151on or

Y

pr1vate rec1tals, to mentlon two w1dely dlfferent means of

exposure to the arts. A pr1vate teacher s rec1tal mlght
* entertain as well as~educate the proud but often bored parents\
'if the pupils were to‘illustrate some of thélr worklng“pro—

ceduresras well as'to perform 3 The p0551b111t1es for the-
H’ i

telev1s1on camera*fb expose the wqulng process ‘are llmltless,
glven an astute d1rector who concentrates seleétlvely on a

”

‘few 51gn1f1cant steps 1n thevproductlon of a.wonk;of art.

’ :
‘An educatlonal technlque ‘more 1nclu51ve moves w1th1n .

<%

the performance—demonstratlon form. To experience some parti—”

cipation in the feellngs or ideas of -a laboringfartist chal-’
flenées preconceptionslabout'art as anything less than the

;product of hard work7andfcareful choices._ Artistic alter-

natives are revealed whlch if- dlfferently expldred mlght

-

have led to other equally good variations. Such 1n51ghts
into the fertlllty and dlver51ty of the arts assume the ob-
serVer as creat1ve colleague. Wlth the\help of,art1sts and

public media, educators ‘must -re-examine ‘the connections
. L 2 - P
between teaching and entertalnlng processes, between class~-

a

=3

2

.
. -
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Aruitoxt provided by Eic:

p

rooms and the

“ists and audiences. e ‘ , .
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Harvard ProJect Zero is’a- bas1c rEsearch program at§¢he Harvard Graduate
-School of Education studying creat1on;gnd comprehens1on in, the arts and means ,
o toward better art education. Our prim@ objective is to prov1de a sound theo- o _
Ce - . retical and exper1menta1 base for effective, education of artists and dudiences. .~ '
’ . The. Project- began in.the. fall of 1967 1n.response ‘to the frank ‘admission that,
however much 'is known about how to educate in sciencé and how to- eva1uate
» sc1ent1f1c work , pract1ca11y noth1ng i$ knowre aboyt the underlying pr1nc1p1es
- of .how to teach .and.evaluate in art. - From that cha]]engwng "zero" the Project

~took” its name’ ‘and-tasks. Our résearch’ methods . incTude- rigorous . conceptual

-analysis, investigation of relevant literature, désign and execution of key - ; ,
e experiments in psychology. and other fields, v151ts to arts education institu- -~ -

“tions, and app11cat1on of resu1ts to propos1ng -and assess1ng programs in anrt . o
veducat1on : . S . , B

'ﬁ o Pro,ect founder and former d1rector‘N'Wson Goodman S bon Languages of Art -
- (Bobbs-Merril1,-1968) has orovided important direction: in our effort to isolaté

? and investigate basic-skills. . This_ work sets forth a. “théory ‘of symbols," a
) broad treatment of elements of commun1cat1on embracing words, gestures, diagrams , .

- 'paintings, poems:’ musical scores, and so on. Almost all the psychological . - SR
L ..processes under cons1derat1on in our studies of the arts involve extensive- = '\;*“;
L . operation with and upon symbols of various kinds. TheSe symbols -are not ‘merely A~
R Jdinstruments of communication, but also 1nstrugents of coqn1t1on, tools in- terms ﬁf'“' '

of which the m1nd deals w1th the -perceptual world. D
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a L - -
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Some of our research examines thenpsycho1og1ca1 1mp]1catJons of the theo- _
. retical models of symbol systems irtroduced in ‘Languages’ of Art. . For 1nstance,
~one question is whether different- information processing ski1ls are necessary-’
to produce effective art within linguistic, versus non-linguistic, symbol systems
" Another,. complémentary approach emphasizes problem: solving and search strateg1es '\ L0
- in the moment-to-moment perception and production of & work of art. How do :
subJects search for rhyme words in poetry or explore altérnative platements ‘f
pieces in collage? A favorite means of. deveTop1ng and testing new models is
through the study of errors. By using impoverighed or ambiguous st1mu11, -
assigning tasks somewhat too difficult.for a.subject, or working" with brain-, *
 damaged. subjects, one can elicit patterns. of error-making which suggest hypo-
theses_and select between alternative 'modeTs of a process. These approaches - R
characterize many -of .the Project's" 1nvest1gat1ons mentioned below 1n a , Lo
" list of Proaect members and’ the1r part1cu1ar interests.. - ' '
Though the deve]opment of actua] curr1cu1a in arts educat1on is not as . -

pr1mar¥ concern, the ProJect does oontr1bute to the field of practical educa-, . K
tion. ' Project members: have responded to’ inqyiries and requests to comment on
curricula from teachers in the field. Establishment of Harvard Summer School's
Institute in Arts Administration resulted from the Project's renly to a '

- ., gtquiry frem the director of the Harvard Summer Schod1, and members of the -
ProJect staff cooperated in p1ann1nq the Institute, . in preparing mater1a1, and

"
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- in the actuaT teach1ng The Inst1tute treats prob]ems of reTat1ons among
- artists, trustees, and managers in the funct1onﬂ'g of theaters foundat1ons, "
‘arts centers, museums, and the 11ke

: The 5r03ect has also sponsored a series of legture- performances in various
- media, designed to dive the geheral public and prospective public school
.teachers and adm1n1strators better insight into and ‘attitudes towards artists
and the arts. "As the,ser1es title "Art in the Making" suggests, the ‘purpose -
“of the.lecture -deimonstratiofls was to reveal something of the artist's way of
~working, - rather than“to display his products In the presence of an audience
free to ask quest1ons, each artist exp10red alternatives, exposed ‘some con-
‘straints of his medjum, compared his var1ous efforts, and searched for the
Lr1ght effect, choice by choice. . ) % T .

- Programs and research of this sort chaTTenge prevaTent educat1ona1 concepf _
. t1ons which construe art as a matter of immediate experience, ;nnt1on, and
_,vaTues in contrast w1th science as a matter of inference, cognition, and fact.
A continuing theme .orour research is that such a characterization of the arts
" is inaccurate and-unfruitful. Real progress toward effective .arts edudation s
" to be sought through better.understanding of the “symbol systems -and media of.
. art,-and through better'understand1ng of the perceptua] .motor, and other cogn1-
. t1ve processes 1nvoTved in dea11nq with art. .

SR . PROJECT ZERO TECHNICAL REPORTS

1. V. A. Howard, " Harvard Project Zero: A Fresh Look at
S , Art -Education . I

R 2. Barbara Leondar,f The Arts in A]ternat1ve SchooTs ' Some
R S T S 0bservat1ons I

N SR [

- \ . N _. _ ~ ) ‘ . ) .
3.1,HoWard'Gardner, The DeveTopment of Sensitivity to Figural

o and Sty11st1c Aspects of Pa1nt1ng_ .
.. B Howard Gardner, Three Stud1es of Percept1on of Art1st1c
e b StyTes P E
o + 5, David Perkins, Geometry and the Percept1on of P1ctures
el T _ Three Studies
Cl R ) ‘
7 B.- V. A. Howard, - Types of Mus1ca1 Reference: Three
S 0T : - Philosophical Essays
7. Frank L. Dent,. The Lecture-Performance: An Instrument .

for Audience Education S

(

Requests for copies should be addressed to ProJect Zero, Harvard
Graduate School of Educat1on Cambr1dge, Massachusetts, 02138.
b - - o ” : ‘
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- PROJECT ZERD WMEMBERS' AND ‘THEIR'V-INTEREST_S .

e

Dr Dav1d P€rk1ns, D1rector, ProJect Zero, Graduate Schoo] of Educat1on, Harvard

‘University. Problem solving and search processes perceiving and produc1ng
art works; projective geometry in relation to v1§u§?:BER§:pt1on, ichildren's

‘representational draw1ng, rhythm percept1pn in music; caNcature and pattern L a
‘recogn1t1on

o - L - " R
-ﬁ""", | ',:—__., }(’

AT

Prof. Ne]son Goodman,*Dept of Ph1]osophy, Harvard Un1vers1ty Founder and -
-former. director of Project Zero. Symbol systems and the arts; denotat1on and -
exemplification; representation and express1on,_the contrast between notational ,
and linguistic symbdl systems, like musical scores and-English, and "dense" T
symbo] systems ]1ke paintings. I ‘ 4 S

Mrs. Jeanne Bamberger, MIT Art1f1c1a] Inte]]1gence Laboratory ' 'Children's under-
standing of concepts of pitch_ and melody; children's manipulation of "g]oba]" -
~.aspects of music,.1ike texture, whole: phrases as-units, etc.;- ch1]dren S under-
stand1nq of t1me re]at1onsh1ps in mus1c :

Frank L. Dent Execut1ve D1rector -Rlee Un1vers1ty A]umn1 Assoc1at1on Manager — -
of Project Zero's series of lecture- -performances, "Art in the Making". Con=

13

cerned wwth the lecture- nerformance as.a techn1que of. audience education. Cl

‘Qr Howard Gardner, Research Associate, Harvard Un1vers1ty ﬁty1e~percept1on
in lfterature music, and the visual arts, the growth of art1st1c abilities in
relation to the psychology of deve]opment in—general; what studies of bra1n-
_fdamaqed nersons revea] about var1ous symbo] -processing skills. ‘

"

(

Prof. Vernon A. Howard, Dept. of Ph1]osophy, Un1vers1ty of Westepn 0ntar1o
Expression, denotation, and. representat1onf”n mus1c, aesthet1cs ahd the - ph1]o-.-
;“sophy of educat1on, percept1on of rhythm in mus1c .

. Prof. John M. Kennedy, Dept. of Soc1a] Re]at1ons, Harvard Un1vers1ty The psycho-
logy of p1ctur1ng, exploratory- strategies in children's f1ngerpa1nt1ng, haptic
pictures for the b]1nd the "etcetera" principle: children's indicating "and so
forth" p1ctor1aF1yM how the v1sua1 systems dea]s with ambiguous p1ctures
Prof Paul Kolers, Dept. of Psycho]ogy, Un1vers1ty of Toronto. Percept1on and
pattern.recognition; apparent motion;. psychologica? processes;1nvo]ved in
reading; expgriments 'in the reading. of inverted, rotated or otherw1se trans-
" formed text . v _ . ' v

D1ana Korzen1k Harvard Graduate Schoo] ‘'of -Education. Ch11dren 3 art the pro- -
cess of p1ctur1nq as well as the, product children's becom1ng aware of p1ctur1ng ‘
as a mode of commun1cat1on to be’ 1nterpreted by others. v s - '
Prof Barbara Leondar, Harvard Graduate School of Education. “Art teaching in.
~altérnative schools; imitation as a learning method; the nature of metaphor, '
the structure of stories children te]] or wr1te ' T - ' ’
Graham Roupas, Un1verS1ty of Connect1cut How symbo] systems provide informa-
tion to the "reader";-the meaning of "information"; differentiating symbol _
systems such as graphs, maps,,photographs, circuit diagrams, ordinary represen-
_tat1ona1 pa1nt1ngs, etc.; "1m1tat1on in art. '
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